th March, 2006 , The Road to Guantánamo (Whitecross, 1 Winterbottom) became the first film ever to be released simultaneously in cinemas, on broadcast television, on DVD and over the internet for streaming or downloading. This unprecedented adoption of a "day-date" release schedule by the film"s British distributor is a sign that, as a consequence of shifts in film-viewing practices, the cinema screen is no longer the first choice of platform for audiences. Releasing a film in several media formats simultaneously cuts the distribution costs (reducing the number of prints that need to be struck, and reducing the advertising costs, since the film only needs to be marketed once), and makes the distribution of such low-budget films as this £1.45m production viable.
In early 2002 they are flown from Kandahar to the makeshift detention centre, Camp X-Ray (and later moved to the purpose-built prison, Camp Delta) at the Guantánamo Bay naval base in Cuba where they are imprisoned and interrogated by inquisitors from MI5 and the US. They are abused, beaten, tortured and held in isolation cells for months before finally being returned to the UK in March 2004 over two years later and released without charges.
The film finishes, in a gesture towards conventional narrative resolution, with the three friends themselves, rather than the actors, returning to Pakistan for Asif"s wedding.
Michael Winterbottom describes The Road to Guantánamo as "part-road movie, part-war film, part-prison movie" and while this is a broadly accurate outline of the sequence in which events take place within the film, it is also somewhat disingenuous since Winterbottom"s film has little in common with the melodrama and eroticized fascination with masculinity and homosociality that is often intrinsic to these genres (Anon. 2006b: 11) . The Road to Guantánamo is not a film about heroic resistance and endurance, and unlike many examples of the genres Winterbottom cites, with its flat, matter-of-fact style, the film does not invite us to read it as allegory or myth. However, what Winterbottom"s description of the film as an unlikely assemblage of disparate generic elements does suggest effectively is the somewhat inconsistent structure of this hybrid film that splices together interviews with the three men, dramatized reconstructions of their experiences, documentary material and archive news footage. Thus, the film has a heterogeneous form, combining and juxtaposing different orders of representational material without privileging one over another. This formal disunity or incoherence is a consistent feature of Winterbottom"s work. The prolific director has produced films in a wide range of genres such as "postheritage" costume dramas (Jude (1996) , The Claim (2000)) and romantic comedies (Go Now (1995 ), With or Without You (1999 ), a sexually explicit art-house film (9 Songs (2004) ), a road movie (Butterfly Kiss (1995) ), a war film (Welcome to Sarajevo (1997)) and a science fiction film (Code 46 (2003) ). Like The Road to Guantánamo, all of these films sit uneasily in any particular generic category. They are often formally complex and playful texts that foreground the signs of the film"s construction or employ metanarrative devices such as characters that comment upon the film they are part of, or the placing of real historical individuals alongside the actors who play them in the film.
The imbrication of documentary and drama is nevertheless a particularly significant and appropriate device for the exploration of some of the questions raised by The Road to Guantánamo with regard to visibility, representation and mediation, not least because of the ethically/ontologically/generically problematic status of the dramatized documentary. Winterbottom has stated (echoing ethnographic film-maker Jean Rouch) 4 that, "I don"t think there"s a border between fiction and reality". 5 While the delineation of this boundary in cinema may be unclear or mobile, nevertheless it is certainly the case that a number of his films are preoccupied with this border, crossing and re-crossing it repeatedly to varying effects.
Film theorist Bill Nichols suggests that films that mix documentary footage with filmed reconstructions in the interests of spectatorial engagement, or in order to compensate for the absence of useable or extant material, inevitably "trade documentary authenticity for fictional identification" (Nichols 1991: 250) . This practice involves film-makers in ethical and political compromises, he argues, and also risks undermining the "credibility" of a film since the result of such a collocation of actuality and staged sequences is that:
the special indexical bond between image and historical referent is ruptured. In a re-enactment, the bond is still between the image and something that occurred in front of the camera but what occurred occurred for the camera (Nichols 1991: 21 From its "moment of presentation" in fictional, dramatic form dramadoc/docudrama points beyond the realm of fiction to a realm of nonfiction that is always already lived. In one sense, all drama aspires to this condition, but this kind of drama, by pointing at an explicit rather than implicit reality, "indexes" that explicit reality in ways that are difficult to ignore even if we deny them (Paget 1998: 136) .
In this respect, for Paget, an insistence upon the irreducible distinction between drama and documentary is unhelpful in its disregard for the historical realities which dramatized documentaries both represent and trouble. While stating that "some form of truth is the always receding goal of documentary film", Linda Williams contends that the political value of such films lies not in a demystificatory capacity to lay bare to us the truth of contemporary/historical reality, but in their capacity to intervene in the mediated public sphere (Williams 1998: 393) . Williams acknowledges that the specific cultural context in which films are viewed will necessarily frame their meaning and so the truths represented or embodied by a particularly film are inevitably relative and partial, though not necessarily insignificant or ineffective.
However, in the strategic deployment of staged scenes and reconstructions, documentary films can articulate "contingent" truths that function to counter dangerous or destructive fictions. Thus for Williams:
The choice is not between two entirely separate regimes of truth and fiction.
The choice, rather, is in strategies of fiction for the approach to relative truths. In other words, the truth-value of documentaries is that they can work to challenge, contradict, qualify or affirm univocal truth claims already in circulation; they are texts that can interfere with the contexts through which they move, generating alternative or multiple perspectives. In bringing together different orders of material, The Road to Guantánamo constitutes a troubling intervention amid the proliferation of justificatory, belligerent or putatively "even-handed", liberal representations of the Guantánamo Bay prison and the wider conduct of the "war on terror".
In this film, the authenticity of those shots and scenes that appear to be unstaged gives a greater impact to those moments that are apparently dramatized, a quality that Vivian Sobchack describes as the "charge of the real" (Sobchack 2004 ).
Writing on the interplay between represented reality and irreality in fiction films that incorporate documentary elements -such as real historical figures or star couples who play fictional couples -Sobchack has argued that the distinction between these supposedly different elements of a film turns as much on the extra-textual knowledge and expectations with which films are viewed, as it does on any indexical properties or textual qualities of the film image. In a sense then, the distinction between documentary and fiction film is more a distinction between different modes of spectatorship or consciousness, than a distinction between irreducibly different sequences of film. Moreover, Sobchack observes that our mode of spectatorial engagement is mobile or distracted, so that we typically move between these different modes of consciousness in the course of viewing a film. When, for example, we watch a scene with an actor playing a fictional character on a crowded city street we may find our attention wanders to fall on the people in the surrounding crowd as we reflect on whether they know they are in a film:
As we scrutinize their faces for signs of possible awareness of the camera filming them or of what suddenly becomes not the character but the actress acting in their midst, they no longer are generalized in status, no longer merely quasi characters necessary to the verisimilitude of the realist mise-en-scène.
Rather, they become for us real people, ambiguous existential ciphers (Sobchack 2004: 275 and verisimilar fictional space are constituted from the same worldly "stuff" -the former giving existential ballast to the "realism" of the latter even as its specificity is usually bracketed and put out of play and on the sidelines of our consciousness (Sobchack 2004: 275) .
The Road to Guantánamo, more clearly, perhaps, than any of Winterbottom"s other films, is structured from this heterogeneous "worldly "stuff"", in an aggregate of fiction and documentary. Rather than carefully bracketing the documentary material and pushing it safely to the margins, on the contrary Winterbottom"s films put it into play with the fictional components, and so watching The Road to Guantánamo it is frequently unclear whether we are watching actuality or drama. The effect of this complex "double perspective" is that the dramatic reconstructions and conjectured sequences are given a "charge of reality" from the documentary material (rather than 
Shots of Asif Iqbal and Ruhel Ahmed recalling their experience of crossing into
Afghanistan are also inserted into this sequence and they are also heard speaking in voice-over during the montage. The rhythmic, non-diegetic music that plays quietly throughout this sequence helps to "smooth over" the multiple cuts, making it extremely difficult to identify the points of transition between the different elements.
This uncertainty -what Sobchack terms an "unsettling epistemological ambiguity" and one newspaper review of the film describes as "a kind of vertigo in the viewer, an almost philosophical confusion about the literalness of the filmed image" -is put to varying uses in Winterbottom"s films and sometimes has a comic effect as in Cock and Bull Story (2005) , but it is not experienced as radically disruptive or unsettling by the spectator (Scott, 2006) . One of the main reasons for this is that this montage of different orders of material is a very familiar formal device from television. A huge number of TV programmes, from historical documentaries, through docudramas and reality TV programmes to news broadcasts, combine dramatic reconstructions with other types of material in a casual and sometimes indifferent way. Raymond Williams" characterization of broadcast TV output as non-linear, discontinuous, heterogeneous "flow" identifies a similar organizing principle underlying the medium at a general level (Williams 1975: 86) .
A
The Road to Guantánamo draws on the expectations and cognitive aptitudes of the television viewer who is adept at making sense of and reading across different types of material and so, for example, there is no expository voice-over commentary (except where the film incorporates excerpts from news programmes) and no captions to indicate when we are watching a reconstruction with actors or even that the film tells a "true story". The film"s deployment of a formal model derived from television can be explained in part by the film"s financing by a TV company (a feature of much recent film production in Britain), as well as by Winterbottom"s background in directing TV drama and well as feature films. It could also be understood as an effect/acknowledgement of the increasing convergence of film and television -a movement that is suggested by the decision to adopt the new business model of releasing a film in several media formats simultaneously.
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However, most importantly with regard to its form and the film"s strategic double perspective, the juxtaposition of documentary footage and dramatized material is a means by which the Tipton Three (as they were named by the British press) can tell their story publicly. The film allows them to speak for themselves (insofar as they are permitted to do so by the directors/editors) and so the film"s hybrid form is determined, to some extent, by the ethical and political imperative to foreground these men. Thus the film is interspersed with shots of Iqbal, Ahmed and Rasul discussing their experiences. They address the camera directly (with any prompts or questions from an interviewer having been edited out) and are all shot in the same visually neutral way as if to suggest minimal mediation; they are framed in static medium close-up shots with high-key lighting against a mottled grey and beige background.
What is striking about their accounts is the deadpan neutrality. They are not A public can only act in the temporality of the circulation that gives it existence. The more punctual and abbreviated the circulation, and the more discourse indexes the punctuality of its own circulation, the closer a public stands to its politics. At longer rhythms or more continuous flows, action becomes harder to imagine. That is the fate of academic publics, a fact very little understood when academics claim by intention or proclamation to be doing politics. In modernity, politics takes much of its character from the temporality of the headline, not the archive" (Warner 2002: 96-7) .
I would argue that the form of The Road to Guantánamo, the circumstances of its production and its unprecedented distribution strategy are all determined by the imperative of a rapid response. Shot and edited digitally and released in multiple formats simultaneously, the film is able to address its audience with an urgency that would be dissipated through the delays of the conventional circuits of distribution.
Consequently, the film circulates within the temporality of the headline, rather than that of the archive, or the standard "platform release" schedules of the film industry. In this respect, Winterbottom"s recent observation, "I see my role […] as similar to that of a journalist", reflects both the changing patterns of film production, distribution and consumption, and also the sense that (some of) his films are equivalent in function, cultural status and ephemerality as media objects, to a news report (Jaafar 2007: 25) .
There is an interesting coda to the story of the Tipton three that demonstrates both the way in which the film has become implicated in the history it recounts (through the speed with which it entered into circulation) and also the way in which the public sphere in which the film circulates is so thoroughly mediated that the slippage between fiction and document extends beyond the boundaries of the film.
The Road to Guantánamo was premiered at the Berlin Film festival in February 2006
where it won the Silver Bear "Best Director" prize for Winterbottom and Whitecross.
On their return to Britain, Shafiq Rasul and Ruhel Ahmed, who had attended the première screening and the accompanying press conference were held for questioning by police at Luton airport under the 2000 Terrorism act, along with the actors who played them in the film. In an episode that is both absurd and alarming, Riz Ahmed, who played Rasul, claims he was asked about his views on the Iraq war, whether he became an actor to further the cause of Islam, whether he intended to make any more "political" films, and whether he was prepared to become a police informant (Grimmer 2006 ).
In conclusion, what characterizes The Road to Guantánamo as an exemplary model of political cinema situated at the margins of mainstream film and television is its articulation of a sophisticated "double perspective". The film is conceived as a text or object that circulates within a crowded multi-media context and it functions as an intervention in the interwoven circuits of news and entertainment media, a polemical and partial account. The film also incorporates a doubled perspective into its internal structural organization in several ways, including, most significantly, its blending of documentary and fiction in a self-conscious acknowledgement of the uncertain status of mediated representations. It avoids adopting a naïve "naturalism" in its account of the removal of certain individuals -border subjects -from public spaces and from visibility. Thus, in making visible the experiences of these three men, as a text and a commodity the film engages with audiences in a highly self-conscious way both through its differentiation from other media accounts and through its simultaneous release in different formats. In making public the story of the Tipton three, this film by Winterbottom and Whitecross attempts to activate or make publics, by inciting them to protest.
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